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Max Rostal and Franz Osborn have long been 

noted for their distinguished performances togeth- 

er. They achieved outstanding acclaim when they . 

appeared in a series of ‘lunch hour’ recitals at the 

National Gallery in London during the war. These 

famous concerts, under the direction and inspira- 

tion of Dame Myra Hess, were instituted in order 

- to give Britain’s war-weary people a chance to hear 

fine music at a time when evening concerts had 

heen almost eliminated. In addition to the duo’s 

concerts in war-torn London they have been heard 
in numerous recitals over the wavelengths of the 

Po.B.C. 
Separately each has had a distinguished career. 

Franz Osborn grew up in an artistic atmosphere. 

_ The son of the famous art historian, critic and lec- 

turer, Max Osborn, the young prodigy was sur- 

rounded by music and art constantly. Even as a 

child he was noted for his unusual understanding 

and interpretation of the more difficult classical 
_ works. | 

Shortly after the advent of Hitler in Germany, 

_he immigrated to London where he has since made 

his home. He is also known as a composer and his 

‘string quartets, piano pieces and art songs, are con- 

_ sidered superior in design and mood. 
came 

~ Max Rostal, whose career as a violinist began 

- early, is also a native of Germany. As a child he 

attracted unusual attention for his obviously rare 

talent. His earlier concert career was interrupted 

in Europe by the war. He arrived in London as a 
refugee, and shortly afterwards began a career there 
which has been as successful as that of his fellow 

artist heard with him in this recording. He has 

played numerous concerts for the B.B.C. as well as 

_ filling engagements with symphony orchestras, and 

- solo recitals in the principal cities of Europe. 

Musically speaking the sonata form is unequaled 

in its imposing proportions and dramatic exposi- 

tion by any other instrumental music.. Even the. 

symphony owes its very existence to the sonata, for 

the symphonic form is a sonata for full orchestra. 

Though the sonata form was hardly new in the days 
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of Beethoven (traces of the form date back as far 
as 1580), it was this master who brought it to its 
full fruition. 

Of the ten violin and piano sonatas written by 
Beethoven, the series of three, labeled opus 30 (of 
which this is number 2) was written in 1802, the 
came year of the 2nd symphony. The three sonatas 
were published the following year in 1803, and ded- 
icated to Czar Alexander I of Russia. It was re- 
ported at the time that the Czar, in order to show 
his appreciation, ordered a valuable diamond ring 
sent to the composer. The ring was never received. 
On a later occasion, however, when Beethoven dedi- 
cated a composition to the Empress, he was asked 
if he had been rewarded for the previous violin 
and piano sonatas. After being informed that he 
had not, she directed that an additional gift be 
made to him of a hundred ducats. 

The selection of the dual sonata form for a com+ 
position requires a strong motivation, for it is, per- 
haps, the most difficult of all creative writing. The 
difficulties of composing two equally interesting 
parts, for two equally distinguished virtuosi who 
must be given adequate opportunity to display 
their individual brilliance, are numerous. And it 
is even more difficult to find two willing artists to 
play the composition. 

The ‘overall’ key of the sonata No. 2, Op. 30, is” 
C Minor. It is particularly interesting in the devel- 
opment of its strong thematic material. The first 
movement is more dramatic than that of earlier 
composers and the freer use of modulations is more 
noticeable, foretelling the composer’s determina- 
tion to break away from previous so-called restric- 
tions. 

The first movement, Allegro con brio, opens with 

a theme that is a transposition into the minor of the 
opening of the (later) 8th symphony. Sturdy and 
forthright in nature, the exposition, development 
and recapitulation contain two main and contrast- 
ing subjects. The movement opens with the theme 
introduced by the piano. It is taken up by the vio- 

LONG PLAYING RECORD 33-1/3 R.P.M. (MICROGROOVE]) 
Copyright 1950 by The London Gramophone Corporation, New York 1, N. Y. 

Printed in U.S.A. 

*. Bay, i dima F 

e tig. ; j a ab ‘ i sae See 3 j i 
. ew “ cea) i t 

SONATENSATZ (Brahms) 

Sonata Op. 30, No. ; 

lin and the melodic line is broken by a series of 
chords in the violin and piano. Elaboration of the 
theme follows; the violin leading with the answer- 
ing voice in the other instrument. The piano takes 
the accompanying role for a short phrase, then 
again brings in the counter melody. The movement 
ends with a rapid conclusion. | 

The second movement, Adagio cantabile opens 
with a slow stately phrase in the piano. The violin 
joins in a formal discussion, then the piano takes — 
the lead with the violin playing the accompanying 
part. The phraseology is almost ““Mozartian”, with 
the added strength of Beethoven. A series of ar- 
peggios is played staccato on the piano while the: 
violin retains the melodic line; followed by answer- 
ing arpeggios in the violin. 

There is a short final argument, then the two in- 
struments sing the lovely, song-like duet first heard 
in the beginning of the movement. Strong chords, 
played majestically, conclude the section. 

The third movement, marked Allegro, is another _ 
of Beethoven’s innovations. Traditionally the third 
movement contains the minuet, but here the master © 
introduced a scherzo, though it is not so marked. 
The trio (center section) is in the form of a canon, 
in which the melody is begun in one instrument and 
taken up a single bar later by the other. The whole 
is built on a short and sprightly theme, working — 
to a dramatic climax. 

The fourth movement, marked Allegro, has _ 
strong opening chords, with the major development — 
to come. After the very short introduction, the 
work goes directly into the principle argument and 
exposition. 

The whole composition requires carefully con- 
trolled brilliance for both artists. In this particular 
LONDON FFRR recording the two soloists com- 
plement each other perfectly, attaining that rare 
marriage so necessary for the proper execution of 
the Beethoven violin and piano sonatas. | 

—Don Lewis 
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